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Armando Menicacci, Portrait
© Aylin Kalem

Armando Menicacci preparing an installation in Buenos Aires, April 2011
© André Parente

TO DIE AS
LITTLE AS
POSSIBLE

GO IN THE DIRECTION
OF YOUR COMPLEXITY,
THE OTHERS WILL GET
USED TO IT.

ARMANDO
MENICACCI
Armando Menicacci
After studying dance and music, Armando Menicacci earned
a master’s degree in musicology and a PhD on relation
between contemporary dance and digital technologies from
the University of Paris 8, where he founded Médianse, the
research, education, and creation laboratory on the relations
between dance and digital technologies which he now runs.
Since 2009, he has been a professor at the EMA, Ecole Media
Art in Châlons sur Saone. He also lectures at Bilge University
in Istanbul, the Universidade Federal de Rio de Janeiro in Rio,
as well as the Bartlett School of Architecture in London.
He has published several articles and books, among which La
Scena Digitale. Nuovi media per la danza, and he directed the
“Music” section of the Dictionnaire de la Danse published by
Larousse. In parallel with his research and education activity,
he has been providing an outside viewpoint in collaborations
with several choreographers: Rachid Ouramdame, Alain
Buffard, Vincent Dupont, Kondition Pluriel and more.
He founded Digital flesh with Christian Delecluse in 2007,
a collective that works with visual arts, music, stage arts,
and digital technologies in view of creating interactive
installations and choreographic works shown and played in
Great Britain, Brazil, Spain, France, Italy, Czeck Republic,
Tunisia, and Turkey.
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LET ME SAY A FEW WORDS ABOUT MY STORY, NOT FOR THE SAKE
OF NARCISSISM, BUT BECAUSE THE STORY OF THE DETOURS,
FRACTURES, AND CONTRADICTIONS ALONG MY PATH ARE BOTH
THE REASON AND THE CAUSE OF WHAT I’M DOING NOW AND
MAYBE ALSO THE REASON AND THE CAUSE OF HOW I DO IT.
For several years my mother gave me classical dance lessons, and when I was really young I studied a bit of piano.
When I was twelve, we moved from the Italian countryside to the center of Rome because of my father’s work: he’s
a lawyer and politician. That was time of my passage, which was just as positive as traumatizing, from the Italian
school to the French secondary school. A first big slap in the face that nevertheless was salutary to me. In 1980, the
first Walkman: the Sony TPS-L2. Another slap. I dropped dance for classical piano. I studied law for two years at
the university with no result. It was twenty years later that I really understood why I felt so bad and couldn’t stand
this field of studies. Lévi-Strauss, who also studied law for two years before taking up other studies, says in Tristes
Tropiques that more than the subject matter itself what repelled him were “the clients of this matter.” This is also
true for me. I felt like I was in an aquarium filled with sharks. That’s when I opted for a master’s in musicology.
Immediately, everything became clear and easy. I started being very busy and organized conferences, music and
dance festivals, published books and became a publication manager for the Opera of Rome. In short, I pursued an
academic career as a musicologist. I felt that I had finally found that which would allow me to explore myself, to
know myself, and define myself. I left Rome to pursue a doctorate at Paris 8 on the relations between dance and
music as a musicologist, but by taking courses in the Dance department I became fascinated with the teachings
of Michel Bernard, Hubert Godard, and Laurence Louppe. Another slap in the face, then another detour. I also
started attending contemporary dance and contact improvisation workshops with, among others, Mark Tompkins,
Stéphanie Aubin, Paul-André Fortier, and Odile Duboc. After some serious identity crises, I decided to leave music
to return to dance. It wasn’t easy to leave behind that which I had faith in, what I wanted to be, and what defined me.
Thanks to my brother Alessandro, a very brilliant computer programmer who died prematurely at the age of twentyfour, I messed around with computers when I was a teenager. So I gathered all my artistic knowledge in dance,

music, computer science, and visual arts and set up an education group on the
relations between dance and media. In 2000, thanks to collaboration between the
Informatique Pour Tous department (directed by Daniel Lepage and then Renaud
Riou) and the Dance Department of Paris 8, the Médiadanse laboratory, which
studies the relations between performance and new technologies, was born.A few
choreographers were interested in our work, and from 2002 I started collaborating
with Rachid Ouramdane as a playwright or external viewpoint. It was during this
collaboration that Rachid progressively called upon me to produce material that
would find its place in creation: texts, sounds, videos, computer programming, and
sometimes taking part directly in stage management or on stage. In the mean time,
I continued writing, I was put in charge of the “Music” section of the Dictionnaire
de la danse by Larousse and I published a treatise on dance and new media in Italy
with art critic Emanuele Quinz: La scena Digitale. Nuovi media per la danza.
After having defended my doctoral thesis in dance and new media at Paris 8, I
continued teaching at Médiadanse and collaborating with Rachid Ouramdane. In
2003, when we were playing together some of the pieces at the Cearà Dance Biennial,
its co-directors suggested I produce my own work. I refused, because I’m not an
artist and never wanted to be one. While they were insisting, I realized that I had an
unavowed obsession: making an interactive audio installation that immerses single
solitary spectators in complete darkness in order to give them another experience
of their body through the modulated sound of their movements and displacements.
So I then invited Christian Delécluse, artist, engineer, and architect, to do this
work with me. This is how our first piece, Dans le Noir, was born. It’s about taking
over a room in the Museu de Arte Contemporânea de Fortaleza (Brazil) with an
interactive sound device that allows spectators to have another perception of their
movement and of their own body in complete darkness. An infrared camera placed
on the ceiling coupled to the Isadora software retraces the spectators’ zenithal video
tracking. The data is then sent to a second computer running Max/MSP to trigger,

spatialize, and process sounds linked to the movements and position of each
spectator by distributing them interactively over the eight speakers surrounding
them. When I returned from Brazil, I started a collaboration with choreographer
Alain Buffard, and we were selected as associated “teaching artists” at Le Fresnoy
to teach and produce an artwork. Alain decided to make a film on and with Anna
Halprin, and, being just as inspired by her, I opted for a generative Web site that
creates dance partitions to be improvised and inspired by hers.
Having been stimulated by the project and its result and taking advantage of an
invitation to the Recife contemporary dance festival in Brazil, Christian and I
decided to make a play out of Under-score, in addition to the Web site. We modified
the concept thoroughly and created software that enabled us to generate, in real
time and through controlled vagaries, a dance partition to be improvised. Underscore thus became a choreographic device in which the dancers improvise based
on indications generated in real time. Its interpretation instructions are displayed
on four screens set up in a square around the play area. Each dancer wears white
pants and a colored T-shirt: the symbols concerning each dancer have the same
color as the T-shirt. The central area of the screen represents the stage area and the
boxes on either side of it contain individual text instructions. These instructions
given to the protagonists can be space constraints, attitudes, forms of acting, parts
of the body to go into, or indications as to their relation to the other dancers. The
generation of the constraints is performed in a semi-random manner. We’re able
to adjust in real time the probabilities that all types of instructions match certain
characteristics (speed ranges, immobility, area on which to play, etc.). The result is
an improvisation partition, composed both by the machine and our intervention.
The instructions are suggestions not obligations: the dancers do not have to follow
them all strictly, but if they do not follow anything they end up outside the “game
of play” and are no longer connected to the others. We explain to the audience how
to read the partition: it takes five minutes to learn. With this device we address
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Mié Coquempot, Prue lang, Matthieu Doze, Alain Buffard,
Under-score, Enghien-les-Bains
© Martin Kusch

Christian Delécluse, Armando Menicaccci, Prue Lang
Under-score, Enghien-les-bains, 2008
© Martin Kusch

In addition, I’m working on a play by Steven Cohen with Erik Houiller, Title
withheld for legal and ethical reasons, intended for the main courtyard of the 2012
festival of Avignon. I’m fascinated by Steven’s imagination: he is caught up in
subtle perceptions and is able to share them. I will be creating images for this outof-the-ordinary project.

various issues that we are interested in dance. First of all, this performance
allows the spectators to enter into a dancer’s creative imagination through the
partition. Spectators who have learned to read the partition can more easily
understand the choices each dancer makes based on similar signs. In this
respect, Under-score is a tribute to the dancers and their knowledge. Moreover,
this performance allows us to implicitly criticize the dichotomy between
choreographer and interpreters. The choreography is not only written by
humans, since the software also makes choreographic decisions, but above all
because our decisions are only suggestions. Historically, our partition is more
related to Anna Halprin’s “tasks” (task suggestions without any pre-established
form of execution) than to Laban’s or Benesh’s partitions (eminently positional
and prescriptive when it comes to the form of movement). Moreover, our
software allows us to back the decisions of a dancer who formulates interesting
proposals. In short, we’re all equal performers with the same status, although
we have different functions. The most important point for us is to address
the question of living together poetically: how can spaces of freedom and
expression be found in a space governed by external rules? How can we live
together? Then, in 2006 and 2007, Christian Delécluse and I were invited to the
Centre des Arts d’Enghien-les-bains as representative associated artists.
I then worked with other artists in France (Vincent Dupont), in Brazil (Helder
Vasconcellos), in Belgium (Claudio Bernardo), and in Canada (kondition
pluriel) and, little by little, the perspective with which I organized my academic
activity up until then (and the construction of my identity) was reversed.
New slap in the face and new identity crisis. Artist? Researcher? Teacher?
None of the above? I don’t know what I am. I’m still trying to define myself.
A good psychoanalysis and a phrase by Michaux the art critic Philippe Franck
incidentally said during a conference reassured me: “Go in the direction of your
complexity, the others will get used to it.” I then told myself that my identity
problems did not come from the others’ difficulty in perceiving a coherent
complexity in my apparent contradictions. I therefore decided that the question
of how to define myself only interests me in relation to others. I only want to do
things I like with people I like spending time with. In other words, I discovered
that the practice of creation revitalizes, reshapes, transforms radically, and
enriches my practices as a university researcher. Scientific research in the field
of the human sciences is very different from the research done in the so-called
“hard” sciences, but it isn’t any less scientific. In human sciences, research is
not built following the example of what is done in the so-called “hard” sciences,
as a system of conjectures exposing itself to possible refutations, but as a series
of points of view that come to terms with themselves as such and exposing
themselves to criticism (as thought and not as refutation) that another point
of view proposes. To me, this is the most profound difference between “hard”
sciences and human sciences.
Furthermore, prior to getting directly involved in creation, some reading I
had done had already helped me to put into perspective the scientist’s role.
Wittgenstein brought me the vision of all discourse being a language game
among other possible language games: “At the foundation of well-founded
belief there is a belief that is not founded.” Nietzsche already noted this: “What
then is truth? A multitude of moving metaphors, of metonymies, in short, a sum
of human relations that have been raised, transposed, and adorned poetically
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Currently, I’m also an associated artist at the Manège de Reims where I’m working
on my first solo dance piece: Mona Lisa, le sexe, le parfum, la bière, Carmen et
nous. It’s an encounter with the audience in which I tell and analyze how I perceive
small objects from the market or major works of art, not to tell others what or how
to think but to lay down a singular viewpoint that will prompt the spectators to
find their own. To me, cultivating the singularity of your viewpoint seems to be an
essential issue today. And, paradoxically, it’s easier (easy access to multiple sources
of knowledge) and more difficult than ever (due to the number of pressures exerted
on our perception through these same channels). In short, I feel like I’m at war. A
war in which there is no blood, but a lot of victims. A war whose battlefield is our
perception. Indeed, everyone wants to convince us or sell us something. I do what
I can to try to keep a viewpoint that is not too polluted and to offer other points of
view on things through my activities in order to give more choice to those who are
searching for their own viewpoint.

I DO WHAT I CAN TO TRY TO KEEP
A VIEWPOINT THAT IS NOT TOO
POLLUTED AND TO OFFER OTHER
POINTS OF VIEW ON THINGS
THROUGH MY ACTIVITIES IN ORDER
TO GIVE MORE CHOICE TO THOSE
WHO ARE SEARCHING FOR THEIR
OWN VIEWPOINT.

and rhetorically, and which after prolonged usage seem firm, canonical and
restrictive to people: truths are illusions that we forgot that they are.” Musicologist
Carl Dahlhaus, speaking of Wittgenstein, maintains that objectivity is nothing
but the intersubjective construction of a group sharing the same language game.
Today, I look at research as a big café with a large terrace: with many tables around
which there are debates and confrontations of opinions. I just have to choose which
table I want to settle down at. I just have to choose persons I’m talking to and my
opponents, knowing that at the table next to us an opinion contrary to the one
shared at my table can legitimately be considered as an established truth. This is
normal and fair, both groups are right, a reason that is internal to the group, a
reason resulting from the language games shared in each of the communities.

Ever since I stopped suffering from my disciplinary and identity detours and
hesitations, I know why I’m working. I don’t want a street named after me. I’d just
like to contribute, like everyone else, to cleaning this place up. When time comes
for me to die, I’d like to tell myself that I was able to throw in the trash a few
cans found on the floor, that I was able to pick up a few chewing-gum wrappers.
And, by doing so, as Deleuze says in his courses on Spinoza, explore as much as
possible “the intensive part” of myself, to express myself and know myself better.
And hence, since only that which is not expressed dies, “die as little as possible.”

Today, I work on three fronts. After having left the Dance department of Paris 8,
Dominique Pasqualini offered me a position as a professor at the École Media Art
Fructidor in Chalon-sur-Saône which he runs. Dominique’s proposal appealed to
me, among other things, for its open and innovative manner to consider education
not as the transmission of constituted skills, but as the sharing of questionings. At
the EMA, with the artists and professors Jacques Vannet and Armèle Portelli, we’re
working on a dynamic concerning the arts that use the media as an environment
of thought, and we’re setting up research projects that question the boundaries
of interactivity with academic partners such as the Federal University of Rio de
Janeiro, the Bilgi University in Istanbul, or the Bartlett School of Architecture in
London.
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